Gender, Genre, And  Quality : Television From 1951-2013 by Hoff, Joseph Andrew
University of Mississippi 
eGrove 
Electronic Theses and Dissertations Graduate School 
2016 
Gender, Genre, And "Quality": Television From 1951-2013 
Joseph Andrew Hoff 
University of Mississippi 
Follow this and additional works at: https://egrove.olemiss.edu/etd 
 Part of the Sociology Commons 
Recommended Citation 
Hoff, Joseph Andrew, "Gender, Genre, And "Quality": Television From 1951-2013" (2016). Electronic 
Theses and Dissertations. 846. 
https://egrove.olemiss.edu/etd/846 
This Dissertation is brought to you for free and open access by the Graduate School at eGrove. It has been 
accepted for inclusion in Electronic Theses and Dissertations by an authorized administrator of eGrove. For more 
information, please contact egrove@olemiss.edu. 
GENDER, GENRE, AND “QUALITY” TELEVISION: THE FIELD OF TELEVISION
PRODUCTION IN AMERICA FROM 1951 - 2013
A Thesis
presented in partial fulfillment of requirements
for the degree of Masters of Sociology
in the Department of Sociology and Anthropology
The University of Mississippi
by
Andrew Hoff
DEC 2016
Copyright Andrew Hoff 2016
ALL RIGHTS RESERVED
ABSTRACT
Gender has a major impact on how society is organized. Societal processes taking
place within fields continually shape and recreate our concepts of man and woman. Within
television this is no different. Although a field closely tied to capitalistic economic interests,
television has been afforded a slight amount of autonomy that has allowed certain shows in
certain genres to be engaged with by audiences much like literature that is rich in symbolism
and open to multiple interpretations. This study addresses how gender has structured the
field over three distinct time periods as it expanded and provided men with opportunities
and resources to create television shows that were more film like and less overtly commercial.
Drawing on Pierre Bourdieu and Joan Acker, television is a site of multiple inequality regimes
situated primarily in genres and sub-genres where many of the positions are only available
for men to occupy. These inequality regimes are intimately tied to the class processes within
the field of television production. Findings suggest that drama is the site where gender is
contested most often, and the amount of sub-genres associated with drama and male show
creators is indicative of this contestation. Within these subgenres, men are the ideal show
creator more. These sites of masculine domination attract more film talent and break down
barriers between television and film for both male and female acting talent.
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CHAPTER 1
INTRODUCTION
Television has a huge impact on people’s lives beyond mere entertainment. TV pro-
grams are ideological vehicles that constantly convey messages to the audiences about the
world they live in while allowing that same audience to escape that world through the pro-
gram. Audiences blur the lines between what is real and what is scripted television. Gaining
respect culturally through programs that appeared more film like in the late 1990’s and
2000’s, television became a fertile land for artistic expression. Unfortunately, society has de-
veloped a concept of gender that is very much the product of societal practices which result
in unequal outcomes. People come to see these outcomes not as the result of these practices,
but as the natural order of the world. This study seeks to question this “natural” order and
to demonstrate how television is critical in producing the concept of gender through its own
structure and whose ideas make it on screen.
Television and the transmission of the signal over the air was a breakthrough tech-
nologically. Companies patented the technology and aimed to profit through selling the
appliance which could receive the signal and display a moving image along with audio. How-
ever, the earliest manufacturers had difficulty selling the set with programming primarily
limited to live events. Raymond Williams points out television developed in many ways
similar to the radio (Williams, 2004). In both instances, the radio and the television were
developed before any consideration of the type of programming that may fill the air waves.
Early in its development, television and its programming was dominated by a market logic.
Programming became a necessity in order to give consumers a reason to buy the large bulky
sets. In other words, the drive for programming came about to sell the device itself, and if it
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didn’t make economic sense to broadcast a particular show or genre it simply was not done.
The very first broadcasting stations were the manufacturers of the sets themselves.
Covering live events or a news program was a cheap way to put something on the
air. Boxing was especially popular in the early years of television. However, there were more
hours in the day than live events that warranted broadcasting. Television manufacturers
needed to produce their own programming, but doing so proved expensive. Here radio
had already demonstrated how to minimize their cost of production through advertising.
Advertisers could purchase time within or between programs to pitch their products and to
subsidize the cost of broadcasting. Implicit in this thinking is the idea that if the show is not
economically viable, it does not deserve to air, and what made a show economically viable
depended largely on which shows advertisers supported.
Programming alone would not be enough for Americans to allow this bulky tech-
nological breakthrough to enter the intimate confines of the home. Manufacturers had to
design the television sets in such a way that eased the bulky boxes into the private sphere
of the home without bringing undue attention as a large gadget sitting in the living room.
To meet the approval of American housewives, televisions appeared more like furniture than
anything scientific. From the very early days of television, women have played an important
role in shaping the sets.
In the 1940s, most men first experienced the television in pubs that used the device
to attract customers. As television became less prohibitively priced, men found it easier to
watch broadcasts in the comforts of their homes along with the rest of their families. In fact,
television manufacturers pitched the device as one that can bring the family together during
the evening. Lynn Spigel says that television not only restored family togetherness after
World War II “it also renewed faith in the splendors of consumer capitalism”(Spigel, 2013,
3). One could not watch television without being urged to consume. Despite bringing the
family together, television still had its detractors. Society still worried about the possible
effects of the television on families who could now have a night of entertainment without
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traveling downtown to a theater or movie. Television helped and was helped by the growth
of suburban America after World War II when middle class white Americans moved further
from the cities. Often times when someone in the neighborhood got a TV, everyone on the
street would stop by to watch at night. It became a social event of sorts. Eventually, prices
dropped enough to where many families in the middle class could afford them. Television
provided a way to stay connected to society without leaving the confines of the home. As a
means of bringing the public sphere into the private sphere, television had the potential to
demonstrate visually that the world outside the home is not necessarily all that different to
be out of their reach. One reason television did not spawn a gender devolution is the power
of selection mentioned earlier.
Before the 1950s, advertisers were hesitant to purchase air time during the day be-
cause they did not realize the extent that housewives made the shopping decisions for many
households. Television looked to radio for how to capitalize on an untapped market. Soap
operas, whose name comes from the soap advertised during the programs, had become pop-
ular on radio during the daytime and could be consumed while distracted which meant that
women could still complete their household duties (although a strike on household work
would have been, and still is, warranted for many housewives).
A limited radio frequency meant an oligarchy of three major television networks:
CBS, NBC, and ABC. These broadcasters were the only players in the television game.
Knowing that the choices for the audience were constrained, the networks employed a pro-
gramming strategy called “least objectionable programming”(LOP) (Edgerton, 2010). Ad-
vertisers wanted as many people to see their ads as possible, and broadcasters could sell ad
time for a higher price if they had a show that attracted more viewers than the other shows
during that time slot. The first shows to entertain families in the late 1940s were vaudeville
variety shows that aired during primetime hours of 7 PM to 10 PM when families were tra-
ditionally back from the day away at work or school. The family could gather around and
enjoy whatever Milton Berle had in store for them. By 1951, two thirds of the primetime
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schedule were variety shows. As more families bought televisions, radio audiences began to
drop. The variety shows popularity lasted till the mid 1950s when the number of television
set owners had grown immensely and had different tastes from the early television adopters.
By the end of the 1950s, the television had become the centerpiece of many homes
around the country, and peoples lives and homes increasingly became structured around it.
People could tell what time of day it was by a specific program or genre being broadcast
at a particular time. The sitcom, which originated on radio, became the staple form of
television programming, and because television sought to be a form of entertainment that
brought the family together, many sitcoms centered around family life. Women played a
prominent role in programming at this time. Lucille Ball of I Love Lucy is perhaps the most
well known, and she helped pave the way for women to star prominently in early television
programming. CBSs Lucy, Gracie Allen, Eve Arden of Our Miss Brooks, Joan Caulfield of
My Favorite Husband, Ann Sothern of Private Secretary, Marie Wilson of My Friend Irma;
NBCs Imogene Coca, Martha Raye, Joan Davis of I Married Joan; and ABCs Jean Carroll
of Take It from Me all starred in programs during this early period. Women were not just
influential on the screen; they were just as influential in determining what should be on the
screen.
If anything, the postwar rotation of women out of the workforce and into the
rapidly growing domestic sphere increased the relative importance of female view-
ers in the eyes of industry executives, who saw them as the principal arbiters of
what types of programming were most acceptable and which genres were most
appropriate for the intimate surroundings of the typical American household
(Edgerton, 2010, (Kindle Locations 3137-3140)).
Moms were viewed as the moral bedrock of households, and programmers wanted to provide
content that would not be objected to when watched.
Technological advances spurred television programmers to question this “least ob-
jectionable content” logic. Cable television sustained itself early on by syndicating shows
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that were no longer on the air. While providing another means of being profitable, cable
television destroyed the dominance of the three network oligarchy from the 80s through the
90s and forced the networks to rework their programming strategies. Community alternative
television (CATV) provided access to broadcast television to consumers in rural areas since
the early 1940s. However, it was not until the FCC lifted a restriction on CATV cable ser-
vice within cities in 1972 that cable television began to expand (Edgerton, 2010). No longer
were television owners restricted to three channels. If they had the economic capital, they
could now purchase additional channels through cable operators. By providing alternatives
to consumers, cable forced the networks to rethink their programming strategy as they saw
their largest asset, the massive number of American television owners, choosing to watch
other channels. Simply by drawing from the networks audiences and spreading it over ten
times as many channels, cable forced the networks to go after a specific demographic that
they could get and preferably one where advertisers would be willing to pay more to reach.
Sitcoms still featured prominently in the television production landscape, and some
women were still legitimate stars. Yet, these women represented the changing status of
women in society. There were still sitcoms centered around family life centered such as
Roseanne, but other sitcoms shifted away from the family to the workplace with shows such
as Murphy Brown who portrayed a single mother working as a news producer to the dismay
of Dan Quayle. In addtion, there were sitcoms featuring foursomes such as the Golden Girls,
Seinfeld, Friends, and Sex and the City which was HBO’s answer to network sitcoms. Before
the late 90’s, a show with “sex” in the title was unfathomable, but after having the President
define what constitutes sexual relations on live television in many households, the title is
not as controversial as we might think at first, but it did signal a strategy that HBO would
employ going forward to push boundaries in order to differentiate itself. The evolution of
television from broadcasting to narrowcasting owes much to Home Box Office (HBO) and its
ability to push boundaries even at the expense of particular segments of television audiences.
HBO is adored by television scholars as the place where television that could be se-
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riously analyzed in a manner similar to literature. It established itself with shows such as
the Sopranos, the Wire, Sex and the City, the Larry Sanders Show, and Deadwood that all
received a degree of critical acclaim. Because the channel relies on subscribers, no commer-
cials interrupted the programming and this provided audiences an uninterrupted experience.
HBO’s original programming was respected for its film like qualities and “high production
values”. With the success of the Sopranos, other cable channels looked to distinguish them-
selves and make it difficult for cable providers to drop them by developing their own original
programming.
The development of the internet allowed Netflix to provide a less expensive alternative
to paying for cable television channels usher in a new era of television production. While
the service requires an active internet connection, it and similar services allowed audiences
to “binge” watch television shows after they had gone off the air or their seasons had ended.
Netflix too sought to develop its own programming so that it would rely less on shows it had
to pay licensing fees to stream. One such show, Orange is the New Black, features a cast with
more women than men as directors, producers, and actors and is set within a women’s prison.
With an era that began with the likes of Tony leading the way in the Sopranos, Khaleesi of
Game of Thrones may have seemed an unlikely character to close the era. Perhaps shows
featuring women with power are the product of changing gender relations and configurations
within the field of television production. These demands by distributors were met with an
increase in the supply of scripted dramas which led to what is called Televisions Third Golden
Age (Sepinwall, 2013; Martin, 2013) and “quality” television. To gain an understanding of
this changing television production landscape, this study aims to map these relationships
within a field of cultural production that is structured by gender and genre.
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CHAPTER 2
LITERATURE REVIEW
2.1 Fields and capitals
An understanding of fields, capitals, and habitus as used by Pierre Bourdieu is nec-
essary to understand our dynamic social world. Therefore, the following section attempts to
define these key concepts and how they relate to one another.
Fields are social spaces structured by type and volume of specific capitals and are
analytical spaces of interdependent entities or individuals that together compose structures of
positions among which are power relations (Hilgers and Mangez, 2014, kindle loc 474). Above
all else, fields require relational thinking as there is no field unless there are relationships.
A field may be defined as a network, or a configuration, of objective relations
between positions. These positions are objectively defined, in their existence and
in the determinations they impose upon their occupants, agents or institutions,
by their present and potential situation (situs) in the structure of the distribution
of species of power (or capital) whose possession commands access to the specific
profits that are at stake in the field, as well as by their objective relation to other
positions (domination, subordination, homology, etc)(Bourdieu and Wacquant,
1992, 97).
Importantly, fields do not come into being with a predefined structure of positions. The
structure of the field is only evident by analyzing the relationships of individuals within the
field to one another. These relationships place individuals in particular positions. Positions
are never absolute, but are always relative being based on their structure and volume of
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capital which is always in flux. Vandenberghe (1999) suggests that this flux is a result not
only of the strategies employed to reproduce a particular position held by an individual
but also the strategies employed by other individuals throughout the field. These strategies
have different results for different individuals and result in a differential possession of capital
which exists outside the individuals’ intentions and cognitions (de Nooy, 2003). It is this
differential possession of capital that operates as a force on individuals within fields.
So what is capital? Capitals are scarce resources which become objects of struggle
within fields.Economic capital is but one form. There are multiple types of resources, called
species, that Bourdieu identifies as being capital: economic (money and property), cultural
(knowledge and education), social (acquaintances and networks), and symbolic (legitimation
and prestige). Swartz (2013) says field struggles involve two competitions: first, over valued
resources and secondly, over defining what is a valued resource.
The value of a species of capital (e.g., knowledge of Greek or of integral calculus)
hinges on the existence of a game, of a field in which this competency can be
employed: a species of capital is what is efficacious in a given field, both as a
weapon and as a stake of struggle, that which allows its possessors to wield a
power, an influence, and thus to exist, in the field under consideration, instead
of being considered a negligible quantity (Bourdieu and Wacquant, 1992, 98).
For any of these types of capital to have value and to exist, there must be a field (other
individuals involved in similar activities) where they have value. It is important to stress
that the value is not inherent in the capital itself, but it is socially constructed as those
involved in a field come to value it. A dollar bill on Mars is not worth anything, but in our
society, it is socially constructed as having value. No one is born with an innate appreciation
for the value of money, and there is no intrinsic difference to explain the difference in value
between a $100 bill and a $1 bill. The difference in value is a socially constructed difference.
Only through experiences living in society does one develop a sense that a dollar has value.
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The faith and acceptance that money has value developed long ago and has been passed
down from each generation. Yet we rarely question why money has value as it has come to
seem “natural” to most. This sense of appreciation for money which is like common code for
all in society develops through our experiences in the world and is partly constitutes what
Bourdieu calls the habitus.
The habitus contains all the schemes and perceptions we use to make sense of our
world. Bourdieu says it always
structures new experiences in accordance with the structures produced from past
experiences, which are modified by the new experiences within the limits defined
by the power of selection, brings about a unique integration, dominated by the
earliest experiences, of the experiences statistically common to members of the
same class (Bourdieu, 1990, 60).
The power of selection Bourdieu refers to is a defensive mechanism of the habitus whereby
any new information or experiences that may call into question the schemes and perception
based off of previous experiences is ignored, discounted, or avoided altogether. This explains
why a white audience can watch an episode of the Cosby Show and not come away with
radically altered perceptions of blacks (Jhally and Lewis, 1992). Instead, the show served to
legitimate the idea that the American dream is just as possible for blacks as it is for whites.
Bourdieu considers class as a way of categorizing people who share similar objective condi-
tions which are what shape the habitus. Thus, different classes will have different habituses
as each member of a class shares identical or similar conditions of existence. Through similar
upbringings and experiences, members of the same class come to view the world in similar
ways.
Acquiring a habitus involves symbolic violence which traps the dominated into un-
derstanding their relation with the dominator using the schemes of perception which are
themselves the incorporated form of the structure of the relation of domination (Bourdieu,
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2000). Bourdieu and Wacquant (1992, 112,167) describe it as being a common set of coercive
norms which everyone has imposed upon them unconsciously.
Baumann (2007) uses a Bourdieusian framework to explain how the Hollywood film
industry came to produce legitimate art. He traces the evolution from entertainment to
art by looking at changes outside the cultural field and from within. Outside the field of
film, the development of television and increases in post-secondary education were crucial
to film’s ascension as an art form. From within the field, auteur theory, intellectualization
of film in universities and critics’ adoption of a specific vocabulary to distinguish films they
perceived as not merely entertainment all helped legitimate the idea that film could be art.
All means of legitimation within the field are examples of symbolic violence. For example,
auteur theory suggests that film directors are similar to a book’s author, and it is their
artistic vision that we see on screen. The symbolic violence is defining the person to credit
as the artist as the director as opposed to the myriad of other individuals who contribute to
the final product. By focusing on the director, auteur theory negates the contributions of
the others who contribute in positions other than director.
Fields contains diverse individuals with multiple habituses, yet all involved in the
production of the same cultural object. How are we to situate gender within the field?
Gender is best understood as pervasive patterns of difference, in advantage and
disadvantage, work and reward, emotion and sexuality, image and identity, be-
tween female and male, created through practical activities and representations
that justify these patterns that result in the social categories of women and men.
Gender may include more than these two categories. Gender is a basic princi-
ple of social organization, almost always involving unequal economic and social
power in which men dominate. Gender is socially constructed and diverse, and
varies historically and cross-culturally (Acker, 2005, 5-6)
This definition from Joan Acker stresses the social construction of gender suggesting that
the concept of man and woman comes from the way that society itself is organized. Gender
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is constructed through every interaction within society. The anatomical differences between
men and women are used as evidence of their “natural” differences throughout society. One
of these “natural” differences is the ability to accumulate capital which results in patterns
of difference. White men can accrue more capital because their presence in the field is never
questioned. Women have to prove themselves to men in their fields with every advancement.
They are forced to go above and beyond what the average man has to do for the same
recognition. This discounting and doubting of women and minorities provide white men
with the upper hand.
With capitalistic societies, the most legitimate means of division is that based on
class, which is determined by the differences in the accumulation of various capitals. Class
is often assumed to be gender neutral, but it is not because class positions are assumed to
be filled by white men which is why they rarely have to prove and reprove their worthiness
like women and minorities. “’Racialized and gendered class relations’ stands for the multiple
practices that create differing and unequal situations in access to and control over the means
of provisioning and survival” (Acker, 2005).
These practices are what Bourdieu calls strategies. Thus, field actors act in their
fields, and these actions generally reinforce white male superiority. New entrants experience
this male dominance and are guided into emulating the practices of the dominant. Therefore,
fields themselves are simultaneously influenced by and influence our concept of gender and
race.
White men are not “naturally” superior but have dominated the capitalistic system
in America using the slave labor of blacks and domestic labor of women. The use of this
unpaid labor to accumulate capital allowed white men to organize society in such a way
that they never have to compromise. Their early dominance made them the model for
positions of power in various occupations, and never having to compromise has helped them
maintain this dominance despite laws barring divisions based on gender and race. These
laws have helped legitimize divisions based on class as they give capitalism the appearance
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of being a system based on merit that rewards hard work and discipline. Within such a
system, white men are provided positions of power more often than not because they are
unencumbered by both their race and their gender. Women and minorities are often given
positions requiring less skills (or skills not associated with white males) than the positions
filled by white men. Access to obtaining the skills and experiences necessary for certain
positions are often restricted to those with the necessary capital accumulated, which often
happens to be white men.
Because people internalize the structures of the world they live in to seem natural,
even when inequality is perceived as such, it often seems legitimate being based on class.
Were it to be based explicitly on race or gender, the inequalities would be more easily
contested and remedied. Class is a difficult concept to understand as it is difficult to visualize,
especially in a country where outcomes are said to be based on merit and constantly re-
legitimated in the media. A key to understanding the inequality of class is that the means
of accumulating capital is a rigged game of sorts. White men are provided the opportunity
to engage in the game without question from society. Women and minorities must work
to obtain the capital needed to even be accepted into the field, and once there, they are
constantly questioned about whether they really belong. This questioning inhibits the ability
to accumulate more capital as individual resources must be allocated to defend against such
questions.
Reskin and Roos (2009) document sex segregation in occupations and the changes
in society that foster the entrance of women at a higher rate than men that eventually
result in a job being labeled as work for “women”. Despite changing attitudes regarding
gender equality within society, they found that jobs were not filled by women until there
was an economic necessity for doing so. Their work on gender queues explains why it is that
men seem to always occupy the jobs that pay the most, have greater status, and greater
benefits. Because (white) men are the ideal capitalist worker in America, they are preferred
by employers over job seekers that are not in those categories. Some employers are down right
12
sexist in preferring men. Others use proxies such as work history with no gaps in employment
that disproportionately hurt female applicants’ chances of being hired. Employers simply do
not hire women at a greater rate than men if there are qualified men willing to do the job,
and the employers can afford to hire men.
However, gender can operate quite differently in different fields. Moi (1991, 1036)
says that
a Bourdieuian perspective also assumes that gender is always a socially variable
entity, one which carries different amounts of symbolic capital in different con-
texts. Insofar as gender never appears in a “pure” field of its own, there is no such
thing as pure “gender capital”. The capital at stake is always the symbolic cap-
ital relevant for the specific field under examination. We may nevertheless start
from the assumption that under current social conditions and in most contexts
maleness functions as positive and femaleness as negative symbolic capital.
We can think of gender as a form of symbolic capital just as a diploma is considered symbolic
capital that designates its holders as having specific experiences and knowledge. As with
different diplomas, genders have different values in different fields. These differing values
in different fields are differences in culture. Thus, gender is a form of cultural capital, and
the percentage of women working in a field can be considered a proxy for how that field
values women. Just as we are socialized to value money, we are socialized to value genders
differently in different fields.
2.2 Television
Television probably has a bigger impact on the lives of Americans than religion does
today. Nielson reports 3.3% of American households do not own a television in 2012. In
2014, Pew reports 12.1% of Americans said they proscribed to nothing in particular when
asked about their religious views. Because of its place in the lives of many as a source of
entertainment and information, it influences the ways that people make sense of the world
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around them. Television production is a field within the cultural hierarchy just like film
and any other cultural form we associate with art. As a field, positions and strategies that
are often gendered and racialized are taken by organizations and individuals to accumulate
capital. Some of these strategies are legitimated either by drawing a large audience (economic
capital), being awarded an Emmy (cultural capital), or by simply staying on the air. Most
programmers choose to secure economic capital through a least objectionable programming
logic that favors comedies over dramas as they are less expensive, formulaic, and require
less cultural capital from their audiences who do not have to keep up with multiple story
lines weaving in and out of episodes. Sitcoms especially became the favored show format for
television programmers who were seeking advertising revenue. These legitimated positions
serve as models to be emulated if a new position, or television show, is to be successful in a
conservative, risk averse field.
If, as Acker suggests, class describes the differing and unequal situations in access to
and control over the means of provisioning and survival, most people working in television
production experience inequalities based on class. Only a select few are given the opportunity
to be involved in the creative process. As with other fields, white men seem to be given the
opportunity more often than others. And like other fields, women are penalized for being
women. They face higher hurdles than their male counterparts to even get a chance to move
up the ladder. Lincoln and Allen (2004) find that age hurt women and their star power more
than it hurt men. Some studies (Conor et al., 2015; Handy and Rowlands, 2014) indicate
that having children is perceived as a liability to fulfilling work obligations in TV and film
production fields. Even if a woman has no children, there is always the risk that she could in
the future and jeopardize the project. Smith-Doerr (2010) highlights that flexible network
organizational structures provided women with a stronger presence in film initially until the
bureaucratic studio system became institutionalized. However, there are some advantages to
a hierarchical bureaucracy. O’Brien (2014b) suggests that the networked nature of television
production inhibits women from fighting gender discrimination fearing the impact it might
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have on future employment. Not only is there a reluctance to fight back, there is also a
lack of formal hiring guidelines to structure an often informal and subjective process. The
precariousness of careers is cited frequently as exerting an inhibiting force on women fighting
sexism (Conor et al., 2015; Leung et al., 2015; O’Brien, 2014a). Similar to Omi and Winant
(1994) racial formations, gendering of fields produce and reproduce how we perceive gender.
USC-Annenberg’s School for Communication and Journalism has pioneered quanti-
fying gender and racial inequality both on and off screen within the entertainment industry.
Smith et al. (2016) detail the inequalities of both film and television and have created an
inclusiveness rating for companies based on their programming. Key to this current study
are the gender inequalities behind the scenes that women face working in television. Their
findings illustrate just how gendered the field of television production is for women. A criti-
cal finding is that the gender of the show creator and percentage of speaking roles for women
are significantly related. When a man is the creator, women account for 33.5% of on-screen
speaking roles. When a woman creates a show, women account for 46.1% of the speaking
roles.
Television has been maligned for its mass appeal and the simple stories such an appeal
fostered. Academics and critics refer to some television as being “quality” to separate it from
the perceived trash. Defining quality is a tricky task for any academician who seeks to avoid
value judgments. To say that there is such a thing as quality television means that the
definition should distinguish quality from the non-quality television programs. Often what
distinguishes the two is not the result of artistic vision or skill, but resources.
American quality television programmes tend to exhibit high production values,
naturalistic performance styles, recognised and esteemed actors, a sense of visual
style created through careful, even innovative, camerawork and editing, and a
sense of aural style created through the judicious use of appropriate, even original
music...[it] also tends to focus on the present, offering reflections on contemporary
society, and crystallising these reflections within smaller examples and instances.
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The everyday incidents that are the stuff of more straightforward, non-quality
soap operas and sitcoms are here transformed by a suggestion that they may be
read symbolically, reflexively or obliquely in order that broader truths about life
or society might be found (Cardwell, 2007).
There is a lot going on with this definition of “quality” television and will be the basis for
many of the research questions that follow. High production values essentially translates into
more film like in how they are shot. They were able to differentiate themselves from the usual
television shows thanks to high definition (HD) TV coming to market around the same time.
The image on screen looks sharper and more detailed than standard definition shows, but
it requires capital investment in the form of an HD television set with the required inputs.
Some media scholars have even suggested that HDTV is a masculine takeover of a feminine
medium (Newman and Levine, 2012) that required some technological know-how that society
often associates with masculine bodies. Sports programming, which is more popular with
men than women, adopted HD before much of the rest of television and allowed men to enjoy
sports with a new clarity. Whether HD is a gendered technological change is debatable, but
quality programming did make use of it to distinguish themselves from the rest of TV.
Naturalistic performances implies that much of the rest of television has less than
natural performances. This is likely the result of being freed from a concern for appeasing
advertisers and the FCC. In addition, these performances are probably helped by recognizable
performers who have the cultural capital, usually from film, that the audience accepts as
legitimate.
Careful and innovative camera work and editing is heavily dependent on economic
capital and time. Both of these resources are not available to dramas such as soap operas who
have to fill an hour every weekday on most networks. These “quality” shows on the other
hand premier an episode once a week for a total of 10 to 24 episodes in a season. These shows
are provided the tools to build a quality product that simply had not been made available
for shows on networks. Economic capital is needed for licensing the “appropriate” music and
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is simply not available for most shows who have limited capital. Also, what is appropriate
for some may not be for everyone.
Lastly, the everyday instances with implicit meanings take time to craft and weave
together. In addition, looking for these symbolic meanings in the story requires an amount
of cultural capital that is not equally distributed. Every aspect of ”quality television” has
class implications.
The classification of shows by genres and “quality” are tools used in strategies.
Classifications are tools in strategies of inclusion and exclusion: whom to relate
to and whom to isolate. They symbolize and consolidate patterns of inclusion
and exclusion because they transform them into identities, which are taken for
granted later on. In this perspective, classifications reinforce patterns of relations,
which reinforce the classifications thereupon (de Nooy, 2003, 323)
By classifying some shows as “quality”, scholars and critics ultimately reinforce the idea that
much of television is trash. Trash television lacks the distinctive features of “quality” shows
and require less from the audience who often have less time and resources to commit towards
entertainment. In addition, genres can be considered economic enterprises with particular
prices associated with production, length of the production, and audience size.
Media scholars have addressed television to be sure. Much work draws on Butler
(2002) to explore how characters in particular shows perform and occasionally undermine
their gender identities (Bradley, 2013; Bednarek, 2015). Sociologists have tended to explore
“hegemonic masculinity” (Connell and Messerschmidt, 2005) such as Zafirau (2008) who
describes upper level managers at a talent agency taking verbal jabs at lower level male
managers to maintain a social distance. Greer et al. (2009) compared track and field coverage
of male and female track and field competitions and found that the men’s competition
was enhanced with extra camera angles and special effects. The result was a visually less
interesting television broadcast of the women’s competition which reinforced the view that
women’s sports are “naturally” less exciting. Such studies are crucial to understanding
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how patterns of practices allow men dominance over women. Still, other scholars approach
television from a post-colonial perspective by looking at how television exports from America
colonize other television markets (Meyer, 2014; Rojas, 2004; Zaatari, 2015; Tremlett, 2013).
Although not studying television, Dowd et al. (2005) looked at the concentration and
diversity of production in the music industry and how they were or were not associated
with female success in the Billboard Top 40 music charts. Peterson and Berger (1975) found
that concentration and diversity were inversely related, and that for the most part, the music
industry sustained long periods of high concentration and low diversity with occasional stints
of low concentration and high diversity. Dowd et al. sought to see if the gender of chart
topping music artists was affected similarly. They found that when the music industry
operated according to a decentralized production logic that it mitigated the negative effects
of concentration for female artists. When women found success in the industry, it usually
meant more opportunities for women in the future up to a point where a glass ceiling was
reached, and the number of female acts began to decline.
While not completely analogous to their study, this present study aims to discover
underlying structures in “quality” television which can divided into three distinct periods
according to differing production and distribution environments. Period 1 covers the years
from 1951 - 1980 and is defined by the lack of distribution options and a “least objectionable
programming” production logic. Period 2 spans from 1981 to 2000 and is marked by the
erosion in the “least objectionable programming” logic and a growing number of distribution
options due to the growth of cable television. Period 3 covers the years 2001 - 2013 and is
marked by the growth of the internet, Netflix, and other streaming services. From period 1 to
3, there is a gradual increase in audience segmentation and diversified distribution channels.
Using a Bourdieusian methodology to analyze television production and the struc-
turing of the field by gender and genre where both are defined as forms of cultural capital
is what makes this study unique. Analysis of the structure of such a cultural industry using
shows and genres sets it apart from the more specific case studies.
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CHAPTER 3
RESEARCH QUESTIONS
3.1 Is there a difference between men and women in film experience of the “quality” sample
compared to the larger population of television production?
“Quality” television is said to have recognizable actors and some media critics have
pointed out the rise in film stars moving to television. TV critic Mcnamara (2013) suggests
that such a phenomenon is telling given that movie stars often perceived the trajectory of
success went from television to film, not the other way around. However, that trajectory
may no longer be a reality. She extols television by saying that
episodic television is regularly deconstructed in a way once reserved for Shake-
speare or the Romantic poets. Meanwhile, the people creating the shows we’re
all mad for are similarly lionized. TV stars are the new movie stars, so of course
movie stars want a piece of the action.
If it isn’t for the better story telling in television, actors seek the approval of a public that
has shifted away from film to television.
Indeed, many actors with film experience have suggested that television now provides
different roles than those found in film. Helmore (2014) suggests that television’s depiction
of authentic lives “has brought TV drama with complex plots and flawed characters the first-
class cultural currency that it has lacked”. The implication is that films lack such character
complexity and that these authentic, yet flawed, characters are thought to attract film talent.
Working in television also has the potential to provide stability if the show is a hit in an
industry where instability is the norm as one project ends there is no guarantee for another
project. However, Helmore says that the lack of continuity is preferred by film actors.
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Whatever the reasoning, much has been written about the number of film actors mov-
ing to television without much concrete evidence aside from anecdotes. Thus, one question
to answer is whether there has there been a sudden flow of film talent into the television
industry? Their crossing over could rub off on TV programs and help them become legiti-
mate. Moreover, are there gender differences in crossing over? Is the boundary more or less
permeable for men than women?
3.2 Is the “quality” sample representative of the larger population in terms of gender com-
position of show creators and genre?
This question centers around situating the survey results with all other possible Amer-
ican produced television shows. This question and its subsequent answer will help reveal any
biases in addition to those already present in the field.
3.3 Do gender and genre structure the field of television production? Has the cultural
capital associated with being a woman increased since 1951?
As awareness regarding gender inequality throughout society has grown thanks to
multiple waves of feminist movements, women have made strides in entering occupations
that had previously been filled predominantly by men. Can we see such progress taking
place within television? Which genres value women most?
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CHAPTER 4
METHODS
The Hollywood Reporter (THR) surveyed industry insiders on what they considered
their favorite television shows and published the results as “Hollywood’s 100 Favorite Tele-
vision Shows”. The list will certainly not be representative of the entire field; however,
it should be representative of television shows that have been consecrated to some extent
within the field.
The Internet Movie Database (IMDB), which is available via download, provided the
data concerning the shows in the sample with casts, genres, production years of shows, and
gender of cast members. Of the one hundred favorite shows, only 89 were found in IMDB or
were produced after 2013. A total of 776,101 credits composed THR sample.
The THR sample was compared to the larger population of American television shows
within the database. To measure the population of those involved in the field of television
production in America, casts were only included if they were credited on an episode or
show with an American production company. Later recoding of production year into three
periods (1951-1980=1, 1981-1999=2, and 2000-2013=3) and coding for genre (which was
applied to episodes) excluded a portion of casts (3,439,177 credits) involved with shows
whose production years fell beyond one of the three periods or were credited under a show
and not a particular episode. 7,580,697 credits compose the IMDB population to use as
comparison to THR.
Time periods were constructed to correspond roughly to changing dynamics of the
cultural industry. Period 1 covers the longest time span and has the least amount of shows.
Fewer shows were produced during this time period, and there were limited channels. Period
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1 is synonymous with the network era where the “least objectionable content” dominated
programming. Period 2 can be considered the cable era where broadcasting transitioned
to narrowcasting. Period 3 is the era when cable and internet streaming services further
segmented audiences. This period covers the fewest years yet has the most shows. Period
three is also the period where the term “quality” television begins finding usage by cultural
taste makers.
4.1 Measuring prior film experience
Prior film experience for anyone credited in a television show or episode produced in
the United States was determined by using multiple MYSQL queries of the IMDB database.
These queries ultimately returned a column containing an individual’s identification number,
the minimum production year involved in a movie and the minimum production year involved
in a television program.
Xij − Yij = A (4.1)
X = television, Y = film, i = an individual involved with both television and film projects,
j = minimum year credited for work.
The minimum movie year was subtracted from the minimum television year. If the
result was positive, that individual had film experience before working in television and were
labeled as having “prior film experience”.
If the result was zero or negative, the individual did not have prior film experience
but did have some film experience and was labeled as having “some film experience”. Any
cast member who did not have a film experience label could be assumed to have no film
experience as the initial query returned only cast members who were already involved in
television and had a credit where the “title” was classified as a “movie”.
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4.1.1 Measuring the boundary between film and television
Apositive + Anegative + Aempty = 100
Aempty = 100− Apositive − Anegative
(4.2)
Apositive is percentage of credits to individuals with prior film experience, Anegative is percent-
age of credits to individuals with some film experience, and Aempty is the percentage
of credits to individuals with no film experience
Because of the manner in which prior film experience was ascertained, knowing the
percentage of credits to people who didn’t have any film experience during each period
could be used as a proxy for the permeability of the boundary between film and television
more generally. A percentage of television credits going to people who do not have film
credit for each period indicated the proportion of the population where the boundary was
thick. Differences between periods would reflect changes in boundary thickness. Boundary
thickness was compared by gender for each period as well to measure any differences between
men and women over time. Differences between the THR sample and the population could
reveal how the boundary between film and television is mediated through the idea of quality.
4.2 Measuring genre
IMDB provided genre information regarding episodes and shows. This information
was extended to all cast members in recoding. For example, “person A” acts in “Episode
1 of Show I” which is a drama. Each bit of that information (person, role, episode, show,
genre) would be a cell. Because some shows and episodes have numerous genres while others
have only one, each genre had its own column. Cells within a column could take a value of
0 (not that particular genre) or 1 (meaning the genre applied).
Genre was measured in terms of the percentage of credits where that genre applied.
Because each genre column either is or is not a particular genre, just the percentage where
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the genre applied was reported. Because genre was measured by credits, shows that had
more episodes, seasons, and cast members affected the genre’s “popularity” more than other
shows. In this way, the genre measurement is affected by the economics of television and a
show’s success.
4.3 Structure of the field
To create visual representations of “quality” television over the three periods, UCINET
helped create multiple correspondence analyses using genres, shows, and gendered role com-
positions in multiple roles for each period. Unfortunately, because there were often no women
in some roles on some shows, roles such as composer, director, and cinematographer had to
be excluded from analyses.
Pierre Bourdieu employed multiple correspondence analyses (MCA) to map out fields
visually within a plane. de Nooy (2003) suggests Bourdieu used such a methodology because
in his work, relations between properties are important, and MCA provides a way to visually
represent the relationships in a two (or three) dimensional plane by abstracting from the
concrete interpersonal interactions. Correspondences occur when two properties or categories
are often seen together. For example, male show creators corresponds to the show being
action or adventure. The distance between these three points would be small indicating that
one property usually entails the other. Multiple correspondence analysis (MCA)
delivers row and column scores that are defined in terms of each other that is, the
score of a given row is proportional to the sum of the values in the row, weighted
by the column scores. As a result, a row items position is something like the
centroid of the cloud of column items surrounding it. Similarly, the score of a
given column is proportional to the sum of the values in the column, weighted
by the row scores (Borgatti et al., 2013, 92).
Borgatti offers a somewhat technical description of correspondence analysis that re-
quires some deciphering. MCA begins with a table consisting of rows and columns. Rows
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consist of individuals (people, organizations, time periods) and the columns represent the
dependent variable which might be a response to a survey question, a statistic, or a number
representing a category. It transforms these rows and columns through chi-square into two
separate clouds of points which have the same dimensionality. Both clouds can be plotted
separately or together with the latter being the more common in the literature. Points
within a correspondence analysis are plotted in different directions and distances from the
origin point. Points in the same direction are similar and points in the opposite direction
are opposed more or less depending on distance, which is a chi-distance.
Because it creates a map of the social world as opposed to a table of numbers, LeRoux
and Rouanet say that geometric data analysis “has given rise to a statistical practice in sharp
contrast with the conventional practice based on numerical indicators (regression coefficients,
etc.) and the star system (* significant at .05 level, ** significant at .01, etc)”(Le Roux and
Rouanet, 2010, kindle loc. 421-423). Constructing such a map is only as good as the data it
is based upon, and many different approaches were attempted. After much trial and error,
every credit from every show in THR sample was placed in period 1, 2, or 3. Each credit
inherited the genre classification of the show where credited. Once the credits were divided
by period, the data was aggregated with each row representing a separate show within that
period. Columns contained the number of unique individuals within a show in a particular
role (actor, writer, producer, etc.) with a gender specified in the database. Initially all roles
were included. Counting the unique individuals made the data less extreme and limited the
influence that one particular person could have on a show. Trey and Matt Parker who voice
several characters on South Park would be limited to being counted once each for each role.
Therefore, they would both contribute to the male actor total count and the male writer
total count only once.
Initial analysis contained every gender and role combination as well as the number of
male and female actors billed in the top 10. The number of actors grouped by gender who
were not billed in the top 10 were also included. These analyses proved difficult to interpret
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as many of the data points were plotted on top of one another. In order to make the numbers
more manageable, only the unique individuals were counted. By using gender composition
as the numeric value for the gendered roles, the relative value each show placed on men and
women is comparable to one another despite differences in number of episodes, seasons, and
cast sizes.
Even when using counts of unique individuals, interpretation proved difficult. These
counts were transformed into the percentage composed of each gender in a particular role.
Each show had 100 “points” to divvy across its genre labels equally. The reasoning behind
this “points” system was to be representative of the degree to which a show may be tied to
particular genre conventions.
Data tables A.1, A.2, and A.3 were used to construct the correspondence analyses.
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CHAPTER 5
FINDINGS
5.1 Acting in a “quality” show eroded the boundary between television and film for men
and women similarly.
The prior film experience tables for male actors (Tables 5.1) reveal that the THR
sample over represents shows where actors had prior film experience by 2.1, (33.7% versus
31.6%) percentage points. Breaking the percentage of actors with prior film experience down
by period is more revealing. In period 1, 48% of men in the IMDB had prior film experience.
This is not surprising given that television was a relatively new medium at the time. Men
with prior film experience in the THR sample compose only 34.7% of the male actors during
that period. Period 2 suggests that there is little difference (1 percentage point) in the prior
film experience of male actors compared to the population. THR sample differs from the
trend in the population of having a smaller percentage of actors with prior film experience
in period 3. In other words, shows where actors had prior film experience were more likely
to make the “quality” list.
Also evident in table 5.1 is that there is a major difference in the percentage of male
actors who never receive a film credit in quality shows compared to the IMDB population.
Table 5.1. Male actors grouped by film experience and time period for THR and IMDB
samples
IMDB THR
1951-1980 1981-1999 2000-2013 Total 1951-1980 1981-1999 2000-2013 Total
Subsequent film experience 44.1% 58.9% 53.3% 52.8% 55.8% 65.6% 61.0% 61.2%
Prior film experience 48.0% 28.8% 26.3% 31.6% 34.7% 29.8% 35.2% 33.7%
No film experience 9.5% 12.3% 20.3% 15.6% 9.5% 4.6% 3.8% 5.1%
Total 100% 100% 100% 100% 100% 100% 100% 100%
See Table B.1 for the raw counts that these percentages are based on.
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Table 5.2. Women actors grouped by film experience and time period for THR and IMDB
samples
IMDB THR
1951-1980 1981-1999 2000-2013 Total 1951-1980 1981-1999 2000-2013 Total
Subsequent film experience 50.1% 62.2% 52.4% 54.6% 57.0% 71.8% 68.9% 68.1%
Prior film experience 41.4% 24.8% 21.1% 24.9% 34.5% 23.4% 27.0% 27.1%
No film experience 8.5% 13.0% 26.5% 20.5% 8.5% 4.8% 4.1% 4.8%
Total 100% 100% 100% 100% 100% 100% 100% 100%
See Table B.2 for the raw counts that these percentages are based on.
Only 3.8% of male actors in period 3 in the THR sample have no film credits. For the same
period, IMDB suggests that 15% of male actors have no film experience. So not only does
quality television have a higher percentage of male actors with prior film experience than the
population, men without prior film experience in the quality sample are likely to be offered
roles in film.
Women acting in television saw a similar story play out in terms of crossing over from
film or vice versa (Table 5.2). Granted, the differences are less pronounced. Nonetheless,
27.1% of women acting on quality shows had prior film experience compared to the IMDB
population of 24.9%. Interestingly, 20.5% of women acting in the IMDB population never
get the opportunity to crossover to film. That is 4.9% greater than the percentage of men
acting in the same population.
Prior film experience for writers does not translate into quality television to the extent
that it did for actors. For male writers, the THR sample had a lower percentage (22.3%) with
prior film experience than the IMDB population percentage (26.0%; see Table 5.3). Quality
television often provides film opportunities for male writers to a greater extent than that
found in the population. Only 13.6% of male writing credits went to individuals with no film
experience which is smaller than the 17.3 percent in the population. Women writers differed
from male writers by having a much lower percentage with prior film experience, 10.9%,
within a population (see Table 5.4) where 24.3% is the norm. Comparing the gendered
populations, women writers are more likely to have no film experience. A total of 23.7%
of women writers never receive a film credit whereas 17.3% of men never do. Once again,
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Table 5.3. Male writers grouped by film experience and time period for THR and IMDB
samples
IMDB THR
1951-1980 1981-1999 2000-2013 Total 1951-1980 1981-1999 2000-2013 Total
Subsequent film experience 67.4% 72.0% 56.8% 56.7% 67.4% 72.0% 56.8% 64.1%
Prior film experience 31.0% 22.2% 26.2% 26.0% 23.9% 16.3% 25.9% 22.3%
No film experience 9.2% 15.1% 21.0% 17.3% 8.7% 11.7% 17.2% 13.6%
Total 100% 100% 100% 100% 100% 100% 100% 100%
See Table B.3 for the raw counts that these percentages are based on.
Table 5.4. Women writers grouped by film experience and time period for THR and IMDB
samples
IMDB THR
1951-1980 1981-1999 2000-2013 Total 1951-1980 1981-1999 2000-2013 Total
Subsequent film experience 64.6% 59.8% 47.3% 52.9% 95.6% 78.9% 68.6% 76.1%
Prior film experience 25.7% 19.1% 26.0% 24.3% 1.5% 7.8% 13.3% 10.9%
No film experience 8.5% 13.0% 26.5% 23.8% 2.9% 13.3% 15.6% 13.0%
Total 100% 100% 100% 100% 100% 100% 100% 100%
See Table B.4 for the raw counts that these percentages are based on.
being involved with a quality show makes crossing over into film more likely as only 13.9%
of women writers had no film experience in THR sample.
5.2 The “quality” sample under-represents shows created by women, especially drama
shows.
The “quality” sample under-represents shows created by women, especially drama
shows. For all show creator credits that go on screen, 11.9% usually are to women. The
“quality” sample credits women in only 9.5% of show creators. Women created comedy shows
at about the same rate as in the IMDB. Dramas created by women are a different story.
Table 5.5. Gender composition of show creator credits in comedy and drama within the
IMDB and THR sample
IMDB THR
Female % female Male % male Total Female % female Male % male Total
Comedy 4,314 11.7% 32,587 88.3% 36,901 893 11.1% 7,122 89.9% 8,015
Drama 4,603 12.1% 33,536 87.9% 38,139 452 7.4% 5,647 92.6% 6,099
Total 8,917 11.9% 66,123 88.1% 75,040 1,345 9.5% 12,769 90.5% 14,114
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Table 5.6. Gender composition of show creators in the IMDB within select genres
Genre % female % male Total
Action 2.5 97.5 100.0
Adventure 4.4 95.6 100.0
Sci-fi 4.5 95.5 100.0
Mystery 4.7 95.3 100.0
Crime 4.8 95.2 100.0
Thriller 5.0 95.0 100.0
Fantasy 5.7 94.3 100.0
Family 11.6 88.4 100.0
Comedy 11.7 88.3 100.0
Drama 12.1 87.9 100.0
Romance 14.8 85.2 100.0
Within the IMDB, women create 12.1% of dramas (see Table 5.5). Within the “quality”
sample, women compose only 7.4% of show creators, a difference of 4.7%. Drama, unlike
comedy, has many different genres that often help distinguish shows beyond the general
drama category. While comedy occasionally mixes with romance or animation, drama mixes
with adventure, action, mystery, thriller, and sci-fi regularly.
Breaking drama show creators down by additional genres (Table 5.6) demonstrates
how important gender is within the field . Considering women create 12.1% of drama shows,
romance is the only genre where women make up a higher percentage of show creators. This
gendering of drama through genres like action, adventure, sci-fi, mystery, fantasy, thriller,
and crime will be discussed more with the multiple correspondence analyses where these
genres come to significantly structure the field in period 3.
5.3 Multiple correspondence analyses
All correspondence analyses are structured by genre and gender. The left side is the
social space of drama which is where cultural capital is at stake. The right side is the social
space of comedies where economic capital is the dominant form. The top area, where y is
positive, is where the masculine form of gender symbolic capital is dominant. Where y is
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negative, the feminine form of symbolic capital is higher than those in the masculine social
space.
In period 1, the field of television production was structured according genre (27.4%)
and gender (22.9%). Television programs from 1951-1980 served primarily as means to
accumulate economic capital, and women were largely excluded from engaging in the game
where cultural capital was at stake (See Figure 5.1). This exclusion is seen in the multiple
correspondence analysis by the concentration of shows in the bottom right. This location
indicates that the highest percentages of women working as writers and actors were seen
when the shows were primarily comedy. Comedy’s location away from the x-axis indicates
that it is the genre in which women found legitimization at higher levels than in other
genres. That is not to say that women dominated comedy, but they were valued much more
in comedy than elsewhere. Notice how comedy is a relatively short distance (less than 1)
from the x-axis. This indicates the relatively low value placed on women considering this is
where they fared the best. They did have a value though, which cannot be said of all genres.
Adventure and sci-fi are the two genres where women found little to no legitimization which
are both more than 1 unit from the x-axis. This distance signals that women had little to no
value. On the left hand side where dramas are located, there is some legitimization of women
as producers in crime dramas; however, women were valued least as writers in dramas.
While women were certainly undervalued during this time period, they did have some
value in certain genres. This value may have derived from the medium’s need to be family
friendly, but it is important that women had a stake in game early. We can see in the
following multiple correspondence analyses how that stake adapted to other positions taken
in the field.
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In period 2, we can see many more dramas than in the previous period (see Figure
5.2). While there were some shows that valued women, they valued it less than comedies
which are located on the right side. This is clear from the number of points on the right
located deeper in the area where there was a higher proportion of women than the dramas
that dip just below the x-axis. Interestingly, gender structured the field more so than genre
during this period. Genre only explains 22.9% of the variance whereas gender explains 27.4%
of the variance. This suggests that the battle over the value to place on women compared to
that placed on men was intense as shows owed more to their gender composition than genre
in determining their position in the field. This is also the time period where sitcoms featuring
women transitioned away from family life to a focus on the workplace or friendships with
other women and men. The changing cultural value of women as they entered the public
sphere in this time period impacted the field by providing other ways of representing women.
Despite these cultural changes, there were still genres where women had little value
just as there were still some professions that remained “boys’ clubs”. Sci-fi still valued the
men more than any other genre, and with the shift away from the family genre came a
shift away from women. Comedy in this period is closer to the x-axis compared to period 1
which is explained somewhat with the shift towards sitcoms set in the workplace. It might
be explained too by a backlash to feminism with Reagan and the neoliberalism of the 80’s.
However, if period 2 is evidence of such a backlash, it couldn’t undo the history established
in the previous period. Women still found positions within the field and composed a greater
proportion of casts than in period 1.
Comedies may have come to favor men more than in the previous period, but women
began to establish their presence in particular sub-genres or genres that are often associated
with drama and/or comedy. As men came to dominate comedy in period 2, women did not
sit idly by and give up the stakes, defining what is a drama or a comedy for example, they had
in the field. In a way, their occupation of space in the field is similar to how women occupy
physical space. Gender expectations on women are such that they generally sit, stand, and
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walk in ways that take up us as little space as possible. Men, on the other hand, often do
the opposite and occupy space whether by sitting with their legs apart or by reaching an
arm across the back of the chair next to them. Again, men do not have to compromise even
in how they walk, talk, and sit, yet women are expected in a sense to provide more space for
men by restricting the space they occupy. Men of course occupy this free space and never
consider restricting the space they occupy. Just as with physical space, women occupy less
relational space than men. As the field’s programming logic transitioned away from “least
objectionable programming”, there was a void in social space where the future direction of
television programming was not at all determined. This social space was filled by men who
were cast more often on these new dramas and comedies. This filling of space is evident in
the movement of comedy from period 1 to period 2. But women do not just give up space for
men and leave altogether. They contributed in this period to how the field defines television
comedy and drama by occupying space associated with romance and fantasy.
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In period 3, women were valued more than the previous two periods as there is no
longer a “boy’s club” writing and producing for shows associated with sci-fi and action (see
Figure 5.3). Genre (26.6%) and gender (15.4%) structured the field. Drama is slightly below
the x-axis indicating the value other genres associated with drama place on women. Drama
is a key site of symbolic struggles involving crime, mystery, and thriller which favored men
opposed to sci-fi, action, and to a lesser extent fantasy which favored women. However, it is
important that women contribute to defining drama to a greater extent than men even if it
is slight.
This contribution by women is likely the result of multiple other genres being used
to distinguish drama shows from one another. In sci-fi, action, and fantasy genres, women
are given more opportunities than shows categorized as mystery, crime, and thriller. Having
a large portion of women actors still does not translate into women writing or producing
which is evident in the distance between these three points. However, having a large portion
of writers being women generally meant a large portion of producers being women. Shows
distinguished themselves through genre mixing and through gender composition behind the
scenes. It is in shows where cultural capital is at stake that women were hired as writers.
This is evident from the position of f writer which is located in the bottom left of the chart.
While m writer is at the center of the chart indicating a strong presence everywhere, the
shows that hire women as writers are most often dramas which are also categorized as sci-fi,
action, or fantasy. Dramas that are categorized as thriller, crime, and mystery are dominated
by men to a much greater degree. Men have taken up most of the space for writing comedy.
However, it was not just writing that men took positions. Between comedy and
drama, comedy was clearly the genre where men left little room for women. The cluster of
comedy shows in the top right area of the chart are arranged vertically according to the levels
of women writing or producing. Will and Grace is located closest to the f writer position of
all the comedy shows and has an equal representation of genders in the writing room. Its
producer credits are not as equitable with only about 30% going to women. When a show
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is categorized as both comedy and romance, there are higher levels of women writing and
producing than when comedy is mixed with other genres. Even shows categorized as comedy
and drama are still dominated by men.
Across the three multiple correspondence analyses women find high levels of repre-
sentation in shows categorized as romance or fantasy across all three periods. While not the
most prominent positions in the field, they have been afforded some space albeit nothing
near the space occupied by men in comedy. Period 3 indicates that the social space occupied
by women within television production is growing as more and more shows are fantasy, sci-fi,
and action.
Women still do not produce shows at the same levels as men, but they are not as
restricted to a particular genre as they were in previous periods. In terms of acting, women
are more likely to be highly represented in a show categorized as comedy than drama. This
is the case across all three periods. Women writers have moved away from writing shows
only categorized as comedy across the three periods to a position where they are more
likely to be highly represented in dramas, especially in shows also categorized as fantasy,
action, and romance. Lastly, women producers moved from dramas in the earliest period
to comedies in the second period. Their position in period 3 suggests women producers are
most marginalized on shows categorized as thriller, crime, mystery, and comedy.
What we see with these correspondence analyses is men occupying space and women
fitting in where they can. Growing respect in the public sphere has surely helped women
in their struggle to carve out spaces in fantasy and romance. Because these genres were
somewhat less entrenched in the field, the space associated with them was conducive to a
symbolic struggle over establishing genre conventions and norms. For now, women seem to
have established conventions in fantasy and romance where women are more valued and not
restricted to “token” roles.
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CHAPTER 6
DISCUSSION
The multiple correspondence analyses have provided answers to a number of ques-
tions. Changes in both the logic governing what shows are made and the concentration of
distributors have impacts on the diversity of cultural products and its creators. The tran-
sition from the first time period to the second is one where the broadcast networks were
forced to change their programming logic from one centered around airing the least objec-
tionable content to one where shows catered to particular audience segments. Broadcast
channels saw their audiences shrinking as more people discovered cable, and they adapted
to the changing environment by selecting programs that would appeal to specific audience
segments that advertiser sought. The most evident response to this change in logic is more
genre mixing. Genres require knowledge of conventions, and this knowledge is developed
through personal experience of the audience and show writers. Therefore, this knowledge is
not equally distributed, and viewers who lack this knowledge will have a more difficult time
decoding the meaning of shows. While there were more television shows with multiple genre
categories, there was not a shift in logic regarding gender. Even when shows sought a female
audience, men still had dominant roles in the creative process. “Unlike the mass-marketing
model that dominated the Network Era, American television in the Cable Era would both
conform to-and actively promote-the emergent logic of niche marketing that energized the
service economy of post-Fordism”(Edgerton, 2010, kindle loc 7258). The broadcast networks
became less concerned over the sheer number of viewers. They wanted an audience with the
most disposable income which often meant catering to white middle class America. While
this change in logic did not change the gender composition of the industry, it would help
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weaken the grip that men had on the creative process as a growing audience composed of col-
lege educated women who had their own disposable income was developing out of changing
gender relations within society.
The transition from period 2 to period 3 is marked by a decrease in the concentra-
tion of distributors as HBO and Netflix began to provide audiences with their own original
programming. The previous two time periods were composed of shows airing primarily on
the broadcast networks. Not until the very end of period 2, do a few shows that aired on
HBO appear. This diversification along with the growth of the internet segmented audiences
even further than in the previous period. During this period, genres continue to be mixed
to create more diverse content. This is evident in the number of shows scattered about the
middle of the multiple correspondence analysis. The combination of diverse content (genre
mixing) and diverse distributors seems to provide enough space for some women (mostly
white) to succeed as producers. Evidence of the growing representation of women in televi-
sion production can be observed in the multiple correspondence analysis for period 3 where
shows with higher concentrations of women push shows dominated by men above the x-axis.
It is in period 3 that women carve out their place in “quality” television. While “quality” is
not synonymous with mainstream, television as a medium is mainstream. Therefore, these
findings support previous research on female mainstream music artists of Dowd et al. (2005).
Genres developed within the field where the ideal show creator was a man in genres
such as crime, action, and mystery. These genres are considered “quality” most often and
differentiate themselves from soap operas which are pure drama. As the USC-Annenberg
research has shown, show creators impact the gender composition of the field more than
other positions. With men creating shows, fewer women get speaking roles within the story.
Romance and family were the two drama genres where women were more represented
at a percentage greater than the norm. However, the family genre disappears all together
during period 3 with only Sesame Street under the category. It is as if men desert women
in genres where opportunities are drying up. The men create various oases where only they
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create the shows for the most part. To be sure, women were in a marginalized position from
the beginning, but the development of the field and its legitimacy as a cultural form have
made it more difficult for women to create shows in drama that are respected.
Through periods 1 and 2, comedy is clearly the center of the television world, but in
period 3, drama has displaced it. This transition is just as much is just a much a transi-
tion from “least objectionable content” (economic capital) to “quality” television (cultural
capital).Such movement in the field appears gender neutral, but table 5.6 is evidence that it
is anything but. The very nature of the field being so dependent on economic capital and
guaranteed distribution before production make it extremely conservative. Programs have
little incentive to experiment. Distributors likely have even fewer reasons to take a chance on
a show radically different as they are concerned primarily with attracting an audience that
advertisers want above all else. A drama such as Law and Order is not a serial drama but
a procedural where each episode is self contained and does not impact the plots of ensuing
episodes to a great extent if at all. Such shows are more palatable to network television
as anyone can pick the show up at any time and understand the plot. The fact that Law
and Order has been on the air for decades is testament to its success on network television.
However, the dramas in period 3 owe more to soap operas than they do procedural crime
dramas for their popularity.
Soap operas have been maligned in the industry since its inception for the slow moving
plots filled with beautiful wealthy people who advance the plot primarily through dialogue.
Much of the negative perceptions regarding soap operas stem primarily from their disad-
vantaged position in the schedule and an undervalued audience. Airing in the middle of
the day, soap operas are seen as a time filler than serious content Geraghty (2006). They
are given less financial backing than serial dramas to produce nearly ten times the content.
They develop episodes to air every weekday of the year, so there is a need to create content
just to extend storylines that take time to resolve. This ultimately leads to stories that can
be ridiculed as silly and unbelievable. Despite the constant churning out of content, soap
41
operas have perfected the art of serialized story telling where a story arc is introduced in
one episode and are eventually resolved in the ensuing episodes. Having multiple story lines
ongoing at a time means that even when one ends there are still others that will require
more episodes to play out. There is no absolute ending in soap operas. More often than not,
soap operas are categorized as dramas, and this categorization has pushed fellow dramas to
differentiate themselves by employing subgenres.
The explosion of dramas during period 3 are all of the serialized variety in subgenres
such as action, crime, mystery, and fantasy. These subgenres are not very welcoming to
women wanting to create a show where the ideal show creator is male. As women are on
the fringes in such genres, men have a priveledged position. Men are given opportunities
to create shows on premium channels such as HBO that are willing and able to provide
resources that other show creators simply do not get. These extra resources at the very least
make possible the film like qualities in quality shows.
What gets made into a television program and what does not is socially and histori-
cally situated. Reskin and Roos (2009) has demonstrated how gender composition changes
between and within occupations based on the idea of queuing. Queuing assumes that both
the employer and the potential employees are ranking each other. Employers rank the po-
tential employees based on a number of factors, gender being just one. Men are generally
favored over women, but this is not always the case. Employers looking to lower labor costs
or to simply fill jobs when the labor market is constrained have demonstrated a willingness
to hire qualified women over men. As television rose in the cultural hierarchy, queuing would
predict that men be the first to fill new opportunities. In Bourdieusian terms, queuing func-
tions through the habitus of the individuals who react to the changing structures around
them. It is important to point out that changes in gender composition are not the result of
men being naturally gifted in recognizing opportunities before women. Changes in gender
composition reflect men’s masculinity being threatened, and masculinity is dependent upon
being dominant through symbolic violence.
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Within television, it is clear that the masculinity within the field has never been
seriously threatened. Despite their dominance, men have avoided creating shows that are
only labeled as “drama”. Similar to how Reskin describes the detailed jobs being dominated
by men, men have carved out detailed genres under “drama”. While it would appear to be
luck that these detailed genres are the very ones associated with “quality”, luck has little to
do with this association. This is what Bourdieu suggests in Masculine Domination when he
says
[O]ne can assume that the spontaneous logic of cooption, which always tends to
conserve the rarest properties of social bodies, in the forefront of which is their
sex ratio, is rooted in a confused, and emotionally very charged, apprehension
of the threat that feminization poses for the rarity, and therefore the value, of
a social position, and also, in some way, to the sexual identity of its occupants.
The violence of some emotional reactions to the entry of women into a given
occupation can be understood when one knows that social positions themselves
are sexually characterized, and characterizing, and that, in defending their jobs
against feminization, men are trying to protect their most deep-rooted idea of
themselves as men, especially in the case of social categories such as manual
workers or occupations such as those of the army, which owe much, if not all of
their value, even in their own eyes, to their image of manliness (Bourdieu, 2001,
95-95).
When new opportunities presented themselves in the late 90’s for new original content,
programmers preferred men over women. As the 2000’s came and went, serialized dramas
were all the rage and streaming services such as Netflix and Amazon looked to create such
shows to help them build their brand by giving people a reason to choose one service over
another. These new streaming services were the least legitimated outlets for television, and
this hurt their ability to attract top talent initially. The waters were untested and not
everyone wanted to jump in. Jenji Kohan took the jump when she agreed to create Orange
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is the New Black for Netflix. She says that
I want to be there first. It’s the next frontier. It’s how my kids watch TV, and
it’s how I’m watching TV more. I remember one of my writers on Weeds got a
new apartment and didn’t get cable or a dish. He just hooked his computer up
to the TV. I was like, This is it. This is how it’s happening. To be able to be
there first, I love the pioneer thing. It’s exciting to me. And they pay full rate,
they’re really nice, they support the work, and they said yes (Radish, 2013).
Writing for such dramas is often very competitive as each writer wants their ideas to make it
in the final script. On many serialized dramas, the show creator or showrunner has the final
say as to the direction of a show. Comedies are largely written by committee where everyone
is working together. The few dramas that have writing rooms where everyone contributes
to developing stories without feeling outdone by the other writers are described as taking a
feminine approach that is a welcomed surprise to many writers. Jil Soloway who would go
on to create Transparent on Amazon described writing for Six Feet Under ’s Alan Ball.
He didn’t wield the big bat. Alan once described the masculine style of showrun-
ning as standing in front of your troops, saying, Come on! This is where we’re
going. The feminine style is standing behind your troops, pushing them forward
so they lead you. Alan did the feminine style. The show exists in the center of
the room, and we all come to it with our minds and let it rise up, and it belongs
to nobody (Martin, 2013).
Soloway would go on to create a similarly progressive work environment for Transparent
and still manage to win 3 Golden Globes. Matthew Weiner who created Mad Men believes
that his thick skin made him suited to climbing the hierarchy within writing rooms on other
shows. “I think that part of my success climbing the hierarchy of the writers room was that
I knew that when the boss came in, no matter what mood they were in, I was not going to
take it personally...Id be like, You dont like that? Okay. Well, Ive got something else. No?
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Io,ve got something else. Did you actually say Fuck you to me? Okay. Well, you dont mean
it”(Martin, 2013, as quoted in). The writing rooms for many of these shows sound down
right toxic as a professional work environment. Despite the committee method of comedies,
even these writer rooms are tough places to survive as anything can and will be made into
joke. The language can be course and vulgar with little concern for the butt of joke.
Women writers must often let their laughter be heard as a strategy to combat
being othered. A female writer who does not laugh along with off- color jokes
about penis size may be labeled incapable of being one of the guys and therefore
not a good fit with a predominantly male staff. This writer, if she is unable to
feign a level of comfort with such jokes, will not last more than a year or two in
the male-dominated world of television comedy writers (Henderson, 2011).
The Supreme Court of California rejected a lawsuit by a former writer of Friends who sued
the production company concerning the hostile workplace. The court accepted the company’s
argument that the environment was part of the creative process (Henderson, 2011). Part of
the difficulty in being a woman in society and writing for television is the constant pressures
to fit into male spaces.
This project has documented the changing gender composition of this space where
men still hold the majority in most roles. The field is trending towards more equality, but
if surviving the work in the writers’ room is necessary to getting green-lit attempts should
be made to make the environment a safe one for people who aren’t categorized as white
and male. Success of shows such as Transparent and Orange is the New Black provides the
industry with examples of shows that succeed (with awards and nominations) without cut
throat writers’ room.
It is difficult to say whether women will continue to see increasing opportunities
within television. The market has become saturated with dramas after the success of the
2000s.
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A lot has been written about the strain the era of ’peak TV’ has put on the pool of
top TV creators and show-runners, especially in drama as the genre has exploded
in cable and digital. The broadcast networks are pushing hard for projects from
big-name auspices, while the studios are finding it harder than ever to deliver
as many of their top writers are either tied on shows and not available or only
interested in development for cable or streaming services (Andreeva, 2016)
The idea of ’peak’ TV suggests that television studios are creating and producing as many
shows as they can muster at the moment, but that these numbers are the highest they
will ever be. Eventually the market for new programming will contract. For now, scripted
television is still in high demand. If men are seeing broadcast networks, such as CBS,
NBC, ABC, and Fox, as beneath them, there will likely be an increase in the number of
shows created by women in the near future on these outlets. Until Netflix, Amazon, and
premium channels such as HBO stop competing to outdo one another with original drama
programming (cultural capital), broadcast channels (economic capital) will likely be the
places that show creators least want their content distributed. Networks are notorious for
interfering with what can and cannot be portrayed on screen in order to appease advertisers.
In addition, they require more content for each season of a show. Not long ago there were
questions about whether Netflix and Amazon could actually distribute a show, have people
watch, and be taken seriously within the field. Female created shows put to rest many of
those concerns. Now that they gained a degree of legitimation, will they keep choosing to
green-light shows created by women when men are vying for the same spot? Future research
could also address changing demographics of television programming. Has the rise in the
percentage of women relative to men throughout the field indicative of larger female audiences
for shows? Or has the increasing educational attainment of large portions of women created
larger demand for programs created by women?
Future research should address weaknesses in this present study. Including channels
into the analyses would be beneficial as they could serve as a proxy for class status to a degree.
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The development of Netflix has circumvented class barriers imposed with prohibitive costs
associated with cable and HBO by providing content for a monthly subscription under 20
dollars. The cost of an internet connection can still serve as a barrier however. Including
more shows and randomly selecting these shows rather than using a particular survey would
likely be more representative of the entire field. If the success of women in quality television
production follows the findings of Dowd et al., we would expect a curvilinear relationship
between past success of women and future successes of women which was not evident in
the present study. By continuing research to include years after 2013 would help to see
how optimistic we should be regarding the present study. In other words, future research
should establish whether a glass ceiling exists in television as in music leading to dwindling
opportunities for women after a market becomes saturated. The current study suggests that
the field of television production has not become saturated yet. In addition to these design
correctives, future research should include race and class as part of the analysis. Race as
a form of cultural capital could be measured not only by racial composition of shows, but
also by considering the billing order as a measure of an actor’s power. A major question
that needs addressing is what space in quality television do black women occupy. While
race was not directly measured, it can be assumed that white women enjoyed the benefits
of the rising cultural value disproportionately more than black women. Many of the fantasy
shows where women were valued highly starred white women. While writers may see a role
as being played by a woman, they generally will not fill the role with a black woman. Black
women get the ethnic, side character roles that are often insignificant to the overall show
compared to the lead roles. There have been more diverse shows recently such as Empire
and Black-ish. Their success has lead to other channels to look for similar programming
which has lead to more diverse casts than has been the norm. Whether this diversity can
become institutionalized and actually replace the norms of the field provides another avenue
of possible research.
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APPENDIX A
HOLLYWOOD REPORTER SAMPLE SHOWS WITH GENDER COMPOSITION OF 
ACTORS, WRITERS, AND PRODUCERS AND GENRE CATEGORIZATION
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APPENDIX B
RAW COUNTS OF ACTING AND WRITING PRIOR FILM EXPERIENCE FOR THR 
AND IMDB
58
Table B.1. Raw count of credits to male actors by film experience over three periods in the
IMDB and THR
IMDB THR
1951-1980 1981-1999 2000-2013 Total 1951-1980 1981-1999 2000-2013 Total
Some film experience 277,939 453,978 834,340 1,566,257 20,225 32,661 60,547 113,433
Prior film experience 302,655 222,178 413,008 938,641 12,602 14,824 34,975 62,401
No film experience 49,499 94,637 317,808 462,016 3,447 2,314 3,776 9,537
Total male actors 630,093 770,793 1,565,156 2,966,924 36,274 49,799 99,298 185,371
Table B.2. Raw count of credits to female actors by film experience over three periods in
the IMDB and THR
IMDB THR
1951-1980 1981-1999 2000-2013 Total 1951-1980 1981-1999 2000-2013 Total
Some film experience 115,087 259,978 522,468 897,533 7,403 18,876 38,772 64,541
Prior film experience 95,171 103,873 210,638 409,682 4,477 5,964 15,181 25,622
No film experience 19,559 54,265 263,946 337,772 1,099 1,213 2,331 4,643
Total female actors 229,817 418,116 997,052 1,644,985 12,979 25,453 56,283 94,716
Table B.3. Raw counts of credits to male writers by film experience in the IMDB and THR
IMDB THR
1951-1980 1981-1999 2000-2013 Total 1951-1980 1981-1999 2000-2013 Total
Some film experience 47,167 71,716 126,571 245,454 6,598 10,831 11,820 29,249
Prior film experience 24,495 25,441 62,743 112,679 2,341 2,451 5,379 10,171
No film experience 7,260 17,297 50,334 74,891 852 1,752 3,593 6,197
Total male writers 78,922 114,454 239,648 433,024 9,791 15,034 20,792 45,617
Table B.4. Raw counts of credits to female writers by film experience in the IMDB and THR
IMDB THR
1951-1980 1981-1999 2000-2013 Total 1951-1980 1981-1999 2000-2013 Total
Some film experience 4,298 10,361 22,278 37,567 855 1,858 2,167 4,880
Prior film experience 1,707 3,309 12,258 17,274 13 183 500 696
No film experience 644 3,648 12,556 47,092 26 314 491 831
Total female writers 6,649 17,318 47,092 71,059 894 2,355 3,158 6,407
59
APPENDIX C
GENDER COMPOSITION AMONG ROLES IN THR AND IMDB ACROSS THREE 
PERIODS
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 http://andrewhoff.com
Education
University of Memphis
BA, Psychology 2011
suma cum laude, Phi Kappa Phi
University of Mississippi
MA, Sociology 2016
Experience
Turbotax through Manpower Memphis
Customer support specialist 2014
Worked from home helping customers with issues regarding the website, desktop application,
or with errors in returns preventing the successful filing. Required knowledge of both Mac
and Windows computers and occasionally required the use of remote desktop to solve the
customer’s problems.
Specimen Specialists of America Memphis
Specimen collector 2012–2013
Collected DNA samples via mouth swabs from mothers, potential fathers, and children to
determine paternity in child support cases with the Shelby County Child Support Office. Work
provided the opportunity to interact with people from various backgrounds who were not
always thrilled to see me.
Lindamood-Bell Learning Processes Memphis
Clinical tutor 2011–2012
Helped kids learn to to read, spell, and comprehend using the Lindamood-Bell teaching
methodology that emphasized mental visualization
Genestimsonbigstar.com Memphis
Web developer 2011–Present
Keep the website updated, newsletter emailed, and facebook page updated weekly with the up
and coming weekly coupons and discounts for this family owned grocery in West Memphis.
Interests
Photography: http://500px.com/andyhoff
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